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When I used to ring the guys in the band and suggest that it was maybe time 
for us to make another album, they would make fun of me —‘Oh I get it, 

he wants a job.’ However, in the case of Let If Be, they all eventually agreed. 
In the end, we all knew it was a good idea to do it! 


We decided to assemble at Twickenham Film Studios and use an empty stage 
to rehearse our new songs and try to work out how we could play them to a live 
audience. The plans we came up with ranged from hiring an ocean liner for 
the concert to finding an ancient amphitheatre in some’exotic far-off place and 
doing the show there. In the meantime, we ended up in this slightly foreboding 
studio space and set about learning the songs. 


As always, when we came together as a band we enjoyed the business of 
making music. It was what we had always done, and the thrill was still there. 
Even though we were being filmed doing it, which was sometimes a bit 
intimidating, we managed to learn a bunch of new songs. Eventually we moved 
to our headquarters in Savile Row to complete the recordings. Whilst we were 
there, we hit upon the idea of performing some of this néw music on the roof 
of our Apple building. It was convenient and we all enjoyed the novelty of 
playing on the rooftop space. This was to be the first time we had played live 

in a while. In fact, it also turned out to be the last time. 


The album we made was given to record producer Phil Spector to put the 
finishing touches to and even though, I must admit, I was not keen on some 
of his additions it turned out to be a fine Beatles album in the end. 


The constant filming began as a minor irritation, but we eventually forgot the 
cameras were there, and the footage that was gathered turned out to be the 
film Let It Be. Now the material has been looked at carefully by the film director 
Peter Jackson and he has restored its quality to look like it was filmed yesterday 
and edited it into a new film called Get Back. 


I had always thought the original film Let Jt Be was pretty sad as it dealt with 
the break-up of our band, but the new film shows the camaraderie and love the 


four of us had between us. It also shows the wonderful times we had together 


and, combined with the newly remastered Let It Be album, stands as a powerful 
reminder of this time. It is how I want to remember The Beatles. 


aby a a 
George Martin and from, however, were the extraordinary keyboard skills of 
Billy Preston — a musician who seems to have intuitively a 
understood what to play and when to play it. As someone 7 


. oe 


rm 


| 800d person to be with ina room, Billy’s contrib 
ce themselves: : 


who could match their musicianship as well as cnga 
rc B : ution was : 

vital in maintaining a bond between The Beatles 

ons. _. _ a 

The fact is that, sometimes, artists just can’t help , 

. Let It Be was essentially meant to be an album — 

in which The Beatles would return to live performance, 

which had drawn them together in the first place. But, 

In many ways, there are two different albums in one. 

Half of the songs reflect the raw energy that made 

them so exciting as a group int 


themselve 


in the early 60s, The other 
half expresses the beautifil introspection that comes 

o Hendrix and The with maturity. “The Long And Winding Road’, ‘Let It 

Be project was The Beatles trying to ‘Be’, Across The Universe’ and ‘I Me Mine’ are in stark 

find themselves again. ‘They had forged a career by contrast to the rooftop and live 

being receptive to a huge array of influences, but now 


-in-the-studio recordings, 
Furthermore, the Controversial hiring of producer Phi] 
the idea was to go back to their roots as 4 four-piece Spector to revisit the album led to a very different-. 
live band. Keeping it simple, they would rehearse and sounding album from anything Bea 
record great music in a room with no added gadgets, 


else ‘The Beatles made. 
His approach, while lacking, pe 

gizmos or studio tricks, The upshot of this concept was 

that my father — the key enabler and encourager of all 

their previous experimentation — was one of the first in 
the firing line. For example, when he told 
was out of tune, the “sponse was, “We don’t want any of 
your production shit on this record!’ The lines had been 
drawn and, like The Beatles themsel 


ves, my dad was also 
planning a life away from the band. 


AS 


John his guitar 


The journey through Let It Be has 
From the thrill of the immediacy 


the wonder of some of the finest songs ever written, the 
album offers and delivers a great deal. The fact that so 
much has been written and document 


ed about a project _ 
that, after all, was only a month in The Beatles’ lives, 
g is that Let It Be is not at all a 


been a fascinating one. 


of the live recordings to 


After immersing myself in this time by listening to the 
tapes, my instinctive feelin 


break-up album. 


makes it all the more compelling. But 
It sounds instead like an attempt at a 
reconciliation through trying to find the 


the most i 
never previously failed to ignite their uns 


mportant 
thing of all is the music. That will last way beyond any 
spark that had speculation about what might have been going on while 
it was recorded. The music will span the generations for 
Many more years to come. 


urpassed musical 


na band. They loved the 
sound that only they could generate with one another. 
Their unique chemistry is, of course, heard in the music 
they performed on the roof at Savile Row, so 
captured on tape by 


brilliantly 
below. The three tra 


Glyn in the ramshackle control room 


cks on Let It Be taken from the roof, 


Rs 


Paul McCartney rang me one evening in December 1968 to ask if I would be interested in working with 


The Beatles on an idea he had to record a live concert. It would be released as an album and filmed for 


television. He went on to explain they were to write all-new songs for the show and that it would be in front 


of a specially invited audience of Beatles fans. This call came completely out of the blue, so I was in a state 


of shock as I put the phone down, having readily agreed to show up to a sound stage at Twickenham Film 
Studios for the start of rehearsals on 2 January. 


Although I had met Paul and John very briefly before, when they came to sing on a Rolling Stones track, 


I did not know George and Ringo at all. Not really knowing what I was letting myself in for, I turned up at 


Twickenham on that cold dank morning with some trepidation, but, equally, very excited. This was to be 


some opportunity. I was to have the privilege of working with the most successful group in the world. I have 


to say, I was really glad it was to be as simple a job as recording a live concert, so I would not have to compete _ 


with the amazing sounds that had been achieved on their world-shattering studio albums. 


On arrival, I was made to feel most welcome by the lovely Mal Evans, their long-serving road manager, 


and his assistant, Kevin Harrington. ‘They showed me into the enormous sound stage that was to be our 


workspace for the next few days. Mal had set the band up at one end with Ringo on a small riser and the 


others opposite him. Small amps for all three of them, a grand piano and a small monitor system for the 


vocals. All very civilised. I was really pleased to discover that my pal Michael Lindsay-Hogg was there with 


a film crew. He explained that he was there to direct a documentary of the whole process. 


Having arrived and spent a few minutes catching up with each other, John, Paul, George and Ringo made 


both Michael and me feel most welcome. Pretty soon we were running down the first song and, much to my 


surprise, Paul was asking me what to do with the intro. I was under the impression that I was just there to 


_ witness the rehearsals and record the show, so I was caught somewhat off guard. I quickly made a suggestion 


that no one objected to and we were off and running. 


After a couple of days, John had some Ethan Russell stills from The Rolling Stones Rock And Roll Circus TV show 
that Michael Lindsay-Hogg and I had worked on a few weeks earlier. This resulted in Ethan being invited to 


join us as the stills photographer for our project — a huge bonus for me, as he was a very close pal. 


Each time we took a break, they would discuss the pros and cons of Paul’s idea and pretty soon it became 
obvious that the others were not that keen. So, we found ourselves with a bunch of great songs, a half-made 


documentary and nowhere to finish. It was decided that, if it was ready, we would go to the basement of 


The Beatles’ office building in Savile Row where a studio was in the process of being installed. After finishing 


at Twickenham one evening, George Harrison took me to Apple to check it out. The space was perfect, 

__ but the equipment, which had been especially designed and built for them, was nothing short of a joke. 

~ It had to be ripped out and replaced with borrowed gear from Abbey Road, which George Martin arranged 
in double-quick time. 


We soon settled in at Savile Row. The Beatles were on their home turf and it was quite cosy in comparison 


to the sound stage at ‘Twickenham, which felt a bit like playing table tennis in the middle of a football 


stadium. I was able to put some mics up and start recording. This made a huge difference to the proceedings 


as the band were able to hear back what they were doing and develop arrangement ideas. It had been quite 


- | awhile since they had played together live, but you would not have known it. ‘They soon fell in, like putting 


on an old pair of jeans, and when Billy Preston came by and was immediately persuaded to stay, the mood 
definitely lifted and we were really off to the races. 


[ 


We carried on rehearsing the songs while Michael continually filmed. Having watched the 
four of them interact both creatively and socially for several days, I realised that what I was 
witnessing was pretty special and something that very few people got to experience, so I came 
up with the idea that the album could be a “fly on the wall’ kind of audio documentary. On the 
way home one evening, I took the eight-track tapes I had recorded that day to Olympic Studios 
_and did a very rough mix of this idea. It included several of the songs they had rehearsed, 
interspersed with false starts and snippets of light-hearted banter. The following day I asked 
Malcolm Davies, the cutting engineer at Apple, to make four acetates. I gave one to each 
member of the band, explaining that it was just an idea. ‘They all came in the next morning 


and, to a man, dismissed it. I have to say, I was not surprised and it was immediately forgotten. 


Tt was decided that the best way to finish the film was to light the studio and shoot each song as a 

final performance. That is until one day at lunch, Ringo asked me if I had ever been on the roof 
of the building, saying it had a wonderful view of the West End of London. He took me up there 
and, sure enough, the view was great. But the most striking thing was that the roof had a large flat 
area. We went back to the lunch table, dragged Michael Lindsay-Hogg up there and said, “Why 
not play to the whole of the West End?’ The idea was readily accepted by everyone, with some 
relief, because finally we had the possibility of a really unusual way to end the film. Knowing that 
a police station was only a couple of hundred yards away, we suspected that the performance 
might be brought to a halt well before it was due to finish. But it would be a far more memorable 
way for the Fab Four to play together — as it turned out — for the last time in public. 


The day was set and preparations hurriedly made. Cameras were put in the street to capture 
the reactions of a somewhat stunned public going about their daily business in and around 
Savile Row and also inside the entrance hall of the building to film the police arriving to shut 
us down. I was able to run cables all the way down the stairwell to the basement in order to 
record the whole thing from the comfort of my control room. Everyone else had to suffer the 
cold January temperature. As we all know, it went off pretty much as planned and was a great 
SUCCESS. Everyone took part with great humour. 


The last week of the sessions prior to the roof concert had been spent recording and filming 
the rehearsed songs in the studio. We parted company on 31 January, having spent the day 
recording and filming the last three songs: “Iwo Of Us’, “Che Long And Winding Road’ and 
‘Let It Be’. The next day, I departed for Los Angeles to start The Steve Miller Band’s third 
album, Brave New World. However, this was short-lived, because two weeks later I was asked to 
return to London for a few days to record ‘I Want You (She’s So Heavy)’. Steve Miller and the 
band were most accommodating, putting up with the inconvenience of me postponing our 
sessions for a week. 

Over the next few months we reconvened in Olympic Studios or Abbey Road and continued 
working on what was to become Abbey Road. One day, I received a call from Paul asking me to 
meet him and John at Abbey Road. At the meeting, they told me that, having reconsidered, I 


should go ahead, on my own, and put together my original idea they'd heard on the acetates. 
I booked. time at Olympic and compiled the LP and delivered it to the band. The film was still 
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On Thursday 30 January 1969, The 
of 3 Savile Row, disrupting the weekday rou 
_ Metropolitan Police. In doing so, they had added 


_ finally delivered an ending to the director and crew w 


; Iture, so that play! 
But they had also embedded something in popular cu ) 
yy Palaetat traffic would soon become an ingrained part of roc ck ’n’ roll 


concert and stopping the city tra 


Beatles — along with Billy Preston — had just played on the roof 
tine of central London and attracting the attention of the 


yet another set of vivid images to their story, and 
o had been filming them at work for most of the 


ng an unauthorised 
iconography. 


ha oleae of what was going on; 
sees Ui dy f an ad hoc crowd, close ae the aly i al 


ge ht have e access a oe roo 
e glimpse of London 


for something else,’ continued the producer, and 
the other George offered the prospect of ‘taking 
over London’ 


all in oe it? and ‘Ban hee ee 


Michael Lindsay-Hogg had talked about where 

exactly to stage a performance, Paul had imagined 
doing a show ‘in a place we’re not allowed to do a 
it. You know, like we should trespass, : B° in, set up ‘And us just on the platform just above the 
and then get moved and that should be the show. 


ies forcibly ej jected, oH ea to ce ye 


speakers...’ imagined Paul, ‘strapped into little 


boxes and just ~’ he sang a snatch of ‘Get Back’ — 


‘flying over London.’ 


There was a momentary discussion about 


ea 


Once they had finished, they had then gone 
down to the basement studio where they had 


- recording the songs 


that couldn’t be performed on 


- the roof that afternoon, before it was decided to do 


_ been working for the last nine days. There, sO the following day. So it was that they returned 


aig as as and og ee to the basement one last time, where Ringo read 


outa ee ys the apolee concert rere that 


We said we have had the cua. le we hae had 


oe mood ‘was ares and excited, lifted not a i t ee but we are not ae eee 


ANE 


by | 


- last, ‘feng rai mee 


eee ee uncut aa ‘said 


ee Pancakes and bole 


fag sen tae 


: cr 


| recorded “ 


decisively began on more songs that had first been 
played before the rooftop concert. Very soon, they 
would form the foundation of Abbey Road: clearly, 
without the work done over the previous months, 
that album would never have existed. 


public image was concerned, this was partly down 
to a single incident: the occasion in the finished 
film when, as they were working on “Iwo Of Us’, 
Paul told George that he sometimes felt ‘as though 
I’m trying to pe you down’, and George tersely 
replied, ‘Ill play whatever you want me to play, 

or I won’t play at all if you don’t want me to play.’ 
No one had ever seen members of The Beatles 


symbolic of not just the sessions’ supposed mood, 
but the story of the group's split. 
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- girl along.” What? It’s not as though there’s any 


At ‘Twickenham, conversation about where 
they might do the filmed show was certainly 
often difficult, but sometimes very funny. At 
one point, there was an enthusiastic exchange 
about chartering a ship, loading it with fans, 
and then sailing to the Libyan amphitheatre 
that had been identified as a potential location 
some time before, while the group did on- 
board rehearsals. ‘Give away the tickets, as you 
would have done, but the ticket includes a boat 
journey as well,’ said Paul. ‘It’s very expensive 
and insane,’ responded George. There was 


fleeting talk of playing in an airport, or an 


orphanage. Yoko suggested staying in the UK, 
_and playing to ‘20,000 empty chairs’, while the 
_Apple Films boss Denis O”’Dell floated the idea 


: of ‘the Royal Academy, or the Tate Gallery. 


with nobody there except the pictures’. 
‘The four of them and their immediate circle 
also talked about what might lie beyond their 
current project, and the prospect of breaking 
up. Three days after George had walked out of 
Twickenham, a long conversation took place, 
as Paul and Ringo sat in a huddle that also 

included their friend and ally Neil Aspinall. 


_ Listening to what was said is a sobering 


experience: here, in the most calm, matter- 
of-fact way, the end of The Beatles comes 
‘into view — and, once again, it’s obvious that 
things were much more complicated than later 


ie : 


accounts have suggested. 


“It’s going to be such an incredible sort of 
comical thing like, in 50 years’ time, you know: 
“They broke up cos Yoko sat on an amp,” said 
Paul. ““Well, you see, John kept bringing this 


sort of earth-splitting rows or anything.’ 


‘He went on to float an idea he had discussed 
with Neil. ‘While we’re rehearsing the show 
ourselves, we should have alongside us 


someone sort of near ... but really completely 
independent. We should get, say. the editor of 
the Daily Mirror — you d have to get someone as 
good as him, a real hard news nut — rehearsing 
a team of really hard, incredible newsmen ... 
So that on the night of the show, in between 
all our songs 1s news, but the fastest and the 
hottest from every corner of the Earth. And — 
dah-dah-dah — “There’s been an earthquake”: 
just, like, incredible news in between each 
thing. So it’s like a red hot news programme. 
And at the end, the final bulletin is... 


“The Beatles Have Broken Up!” 


LEE SI 


When Let It Be was finally released in May 
1970, their split had been made public. The 
film was therefore received as a document of 
a group in its death throes, and the album as 
an epitaph, complete with an appropriate title. 
To some people, the music it contained was 
old news: bootlegs had already appeared of 


material recorded in the Apple basement, which 


presented a.sharp contrast with the songs Phil 
Spector had since embellished and orchestrated. 
In Rolling Stone magazine, John Mendelsohn 
said the album was essentially divided 

between the music Spector had subjected 

to over-production and excess, and material 
that had largely been left alone. ‘The Long 
And Winding Road’, for example, had been 
transformed from ‘a comparatively earthy 
take’ into ‘an unextravaganza of oppressive 
mush’. But much of the rest of the album was 
‘splendid indeed’: “Get Back’ and “Two Of Us’ 
were ‘everyone's favourites’, and the key line 

in ‘One After 909’ — ‘C’mon baby, don’t be 
cold as ice’ — was hailed as ‘the most ridiculous 
and magnificent line Lennon-McCartney ever 
wrote’. Mendelsohn’s final paragraph capably 
nailed what had happened in the wake of the 
original sessions: ‘Musically, boys, you passed 
the audition. In terms of having the judgment 
to avoid either over-producing yourselves or 
casting the fate of your get-back statement to 
the most notorious of all over-producers, you 
didn’t. Which somehow doesn’t seem to matter 
much any more anyway.’ 

The review in the New Musical Express focused 
on the same sense of a record with a split 
personality, and seethed about the extent 

to which the production had smothered the 
project’s initial idea. ‘What little remains of the 
original album ... is some of the best straight 
rock ‘The Beatles have recorded in years,’ wrote 
Alan Smith. The problem, as he saw it, was 
that ‘almost all the fun and raw feel has been 
taken away or polished up by Phil Spector.’ 
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alf a century, the musi : : Down below, one of the film crews collared a 


int rt space of time and the imagery young woman, no older than 25,andaskedher 
surrounding it have long since settled into their what she thought of the noise emanating from 


tonic __—_legend. A lot of what happened is surely as up above. _ 
y. This _ etched into their history as their mor | = 


moments: John and Paul softly harmonising —_ ‘Fantastic,’ she said. 


on ‘Two Of Us’, and seemingly describing = | 
| friendship; the four Beatles, with _ ‘You like it?’ asked the interviewer. 


2 


ly a record to give lasting ; é Billy Preston, delightedly rocking their way — 


she replied, and the conversation 


iverpool Echo a columnist called — _ through a spontaneous medley of 1950s. 


classics; George, hugging an acoustic guitar Wo Lovells 


Blue’; - duly continued. 


‘then they are certainly going out ae : and leading the others through ‘For You 


_ Ringo, in the red plastic mac he had bo rowed 


writer bought Let I fo : th ary chill. If what they cr sated in early = new album, on their LP?” 


from his wife Maureen, playing perfectly into ——S ‘You know this is the music to go out on their 


that of The Beatles giving their career a subtle ‘When does it come out?” 


_ symmetry, moving into their final chapter in — : 
~ much the same way as they had begun, playing — 
stripped-down rock music and delighting in the 


: oe ae | | . ‘Well, I bought the last LP: 
_ Among the crowd that watched them play _ : oe 


possibilities of musical simplicit 


r of 1 volver, Set 


Album’: instead, a _on the roof was Ken Man sfield, the manager ‘Well, this is the first public show that 
ple 3 of the US division of Apple Records. ‘When _ they’ve done for quite a while.’ 


they started playing, at some point ~ and this 
is something I'll never forget — there was this 
m _where Paul lool r 


John looked at Paul and there was this look of ‘Well, it’s to do something out of the ordinary. 
recognition,’ he said. ° tee hee wecre caine: 2 


a! mean ... ‘The Beatles have been sort of like 


yu know what? No matter what’s going down, space people 


: you know? So they want to do 
is who we are. This is what we’ve always = some hing extraordinary.’ _ : 


‘I see,’ said the woman, then went on her way. 


comparatively oe eee : And the glorious noise continued, booming 


through the London skies, and into history. 
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SAF.ETY FILM 


With the benefit of hindsight, it might have been __ ‘The Beatles’ January 1969 project was conceived 


wise to wait a little longer before embarking on with three core ideas underpinning it. The 

an ambitious new venture so soon after the five- first was to bring the group back out on stage . 

month-long sessions to produce the double LP The Beatles had not played live since the end = ee 
The Beatles (‘The White Album’). ‘Paul was the of an American tourin August 1966 and, ~—_‘The dates had still not been nailed down when | 

recé sno des _ the December 1968 issue of The Beatles Boo 

‘John and I lived quite close toeach otherin a rollercoaster ride of tadium | vents across the 2 ] Monthly reported that there would : 
Weybridge ... we'd be having a really lovely day wor cular, aspired to do sot on, anuary from which a one-hour TV : 
— and then the phone would ring an d it oe : a 2 | L n j e : S record: th - : before | - woul db : asser ble d. A ‘Lucky ibe Coupon’ was 

always be Paul saying, “I think we should get — “The White Album’ was re 2 

| he stud is.’ “Oh, no. I don’t want it iced that The Beatle 


workaholic, or the Beatleaholic,’ Ringo recalled. although there was no desire to strap back into 


s would 


to. I want to be on holiday.” But Paul would kick Oo play ‘live concerts at London’ s Chalk Farm 


“live” Performances ? The intention at this point 
us around and we'd go back in.’ Paulagreedhe  _—- Roundhouse for three successive nights. to per rer 


= was t orm ‘songs from The Beatles 
was keen to keep the ball rolling: ‘T would suggest - one hour TV spectacular may be built aroun the i dle of 301 Pius oldies will be 


projects. They're saying, “What do you want to do shows.” A few days after the double album arrived _ included too’. By Christmas, the plan had again 


now?” and I outlined this idea of Let It Be. [think in shops, a press statement gave the 


o 
‘it was John who said, “Oh, I get it. He wants a dates. as 14 to 16 December, revealin 


reer’ —=~—sbeem moditied to the sta of one concert in an 


job.” Tsaid, “Yeah, chats it Twanta job." Beinga MeCartney who has managed 
really big fan of the band and loving what we did ~ others to appear on stage air 
together, Lwasalwaystryingtokeep ustogether ss —S 
-— eco | 
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For 21 days in January 1969, The Beatles were constantly when I get in at night,’ John told the others. 


scrutinised by a camera crew capturing every word and _ great, isn’t it?’ George responded. On the penultimate 
gesture. When the film and album made during that time day of filming, The Beatles stepped onto a makeshift 
were released over a year later in May 1970, both were platform on the roof of their office building, The winter 
called Let It Be. A few weeks before that, on 10 April, a | air crackled with the electricity generated by an in-the- 
statement from Paul seemed to indicate that the group ‘moment, adrenalin-fuelled public performance — their 


had broken up. For many viewers, some scenes ip the . _ last ever. 

documentary confirmed the split was inevitable and ' | : 

irreconcilable. Yo following that short period spent at. Over 50 years later, Peter Jackson began work on a film 

Twickenham Film Studios and the sroup’s Apple HQ, that would draw upon the many hours of footage shot 

The Beatles navigated their way through ups and downs __ in 1969. ‘Working on this project has been a joyous _ ) 

to arrive at Abbey Road — widely regarded as their best discovery, the director revealed in March 2020. ‘Tve 

studio album and their most commercially successful. — been privileged to be a fly on the wall while the greatest | 
| ‘band of all time works, plays and creates masterpieces. 


For decades, those winter days of January 1969 were — ‘Tam really happy that Peter has delved into our archives 
remembered as a season of darkness and despair. From to make a film that shows the truth about The Beatles 


the Beatles Anthology book: ‘It was hell making the film Let _ recording together,’ Paul commented. ‘The friendship 
ble session on earth’ (John ; and love between us comes Over and reminds meal 
etw hat point — what a crazily beautiful time we had. We're obviously — 


It Be. It was the most miser 


_ having fun together; you 


can see we respect 


a very, Very difficult, stressful time’ (George); 1 tains — | and ite 2 joy tosce tt unfold.’ Ringo added, ‘It was sO 
_ everyone was getting a little tired of : us by then th sre —-— cool looking at all this footage. There were hours and 

were many heated discussions going on’ (Ringo Rock hours of us just laughing and playing music, not at all 

~ history also replayed the narrative that the hole of the _ like the [1970] version that came out. The e was a lot of 

«Let It Be project was erumpy and joyless. A , ou : alist ee oy , alot more peace and loving like we really were.’ 
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There was another fundamental difference | While 


there had been occasional visits to independent 


studios since 1967, most sessions had taken place 
at EMI Recording Studios in Abbey 1 Road. But not — 
this ttme. When it was decided to stop rehearsals 


at Twickenham, The Beatles relocated to the 
studio built in their office building at 3 Savile Row, 


Yanni ‘Magic Alex’ Madras, the head of Apple. 


Electronics. ‘It was apparent that Alex knew litle 


science fiction movie.’ 


cy Jobs was 5st 


sent tol 


able to go ah 


“its a oat a — towel. “At Apot, ne aed three 
cymbals on stands Paul played his 1963 Hofer 
violin bass, which still had the set list taped to it~ 


from ‘The Beatles’ last concert in San Francisco in in 
1966. a one pons he aw the ‘Bassman’ sticker — 


that aesiarias 


on 2 a a for 


oo rotating Tesi speak 


given him. 


ee a Capen s had 


guitar for Dig! Ie an fee for wh : ee 
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STUDIOS: 
APPLE, 3 SAVILE ROW: 23, 


Let It Be version recorded on , 
was remixed for Let it Bees. 8 


corded on 24 January 1969 


The same take 
May 1969 version re 


Written in the autumn of 1968, when American 


photographer Linda Eastman was staying with 
Paul, “Iwo Of Us’ encapsulates the idea of 
freewheeling freedom. ‘It’s a favourite of mine 
because it reminds me of that period, getting 
together with Linda, and the wonderfully free 
attitude we were able to have,’ Paul recalled. 
‘We'd just drive, going nowhere. We would 

try to get lost. This song was about that.’ "The 
opening line — “Iwo of us riding nowhere’ ~ was a 
liberating concept for a Beatle caught up in a web 
woven of recording deadlines and the business 
‘When I moved 
to England to be with Paul,’ Linda remembered, 
‘we would put Martha [his sheepdog] in the back 


of the car and drive out of London. As soon 


duties demanded by Apple Corps 


as we were on the open road, Id say, “Let’s get 


2? 


lost!” and we’d keep driving without looking at 
any signs. Paul wrote “Two Of Us” on one of 
those days out. It’s about us. We just pulled off 

in a wood somewhere and parked the car. I went 
off walking while Paul sat in the car and started 
writing. He also mentions the postcards, because 
we used to send a lot of postcards to each other.’ 
As seen in the Let /t Be movie, the way John 

and Paul rehearsed “Iwo Of Us’ at the same 
microphone mirrored the image of Don and Phil 
Everly singing together on stage. Furthermore, in 
a take of “Iwo Of Us’ recorded on 24 January 
1969, included on Anthology 3, Paul quips, “Take it, 
Phil!’ before John joins him for a verse following 
the middle eight section. he Everly Brothers’ 
close-knit harmonies on their hits of the late 
1950s and early 1960s had been a formative 
influence on The Beatles’ musical development. 
“You look at anyone’s career and there was 
always someone influential in the beginning,’ 
Paul explained. ‘T was Elvis. I was Little Richard. 
George was Carl Perkins, John was Gene Vincent 
and Chuck Berry. We all had our alter egos, and 
we each had a few of them. And we were The 
Everly Brothers.’ 

The duet by John and Paul prompted many 
listeners to assume “Iwo Of Us’ was an expression 
of their friendship with ‘memories longer than the 


road that stretches out ahead’. 


acoustic guitar 
JOHN : acoustic guitar 
GEORGE: electric guitar 
RINGO: drums 


2, 3, 6, 8, 9 and 10 January 1969 
24, 25, 26, 28, 29 and 31 January 1969 


31 January 1969 (CD One Track Ae 
aked.. Get Back — 


(cD Four Track 9). 


Tt was certainly about me and Linda,’ Paul 
clarified, ‘but anytime in ‘The Beatles you ever 
said “two of us’ or “you and me”, it could often 
relate to the other guys and “Iwo Of Us” might, 
when John and I were doing our Everlys bit, seem 
like it was the two of us 
with The Beatles all the time — read into these 
things the significance. I always like to pull people 


‘This is what people did 


back and say, “It actually wasn’t meant like that.” 
But then, at the same time, I like to give people 
the freedom and say, “But you can take it like that. 
It’s kind of interesting like that.” 


Initially referred to as ‘On Our Way Home’, 


Paul introduced his song on the first day of 
On 


the second day, George and John were keen to 


rehearsals at Twickenham Film Studios 


continue working on it. ‘Let’s go through that 

one “Two of us on our way home” just before 

we have lunch,’ George proposed. “Lovely tune,’ 
John commented. ‘Glyn was saying to do it on 
two acoustics,’ Paul told them. Nevertheless, 
throughout all their time at Twickenham, ‘The 
Beatles continued to rehearse “Two Of Us’ with 
John and George playing electric guitars and Paul 
on bass. On the third day, 6 January 1969, the 
rhythmic feel was similar to that eventually used 
for ‘Get Back’, which had not yet been conceived. 
This rehearsal is famed for a discussion between 
Paul and George, shown in the Let /t Be film, 
concerning the development of a guitar part for 
the song. “We can only play until we find the bit,’ 
George suggested. ‘Or we can stop and say it’s 
not together, Paul countered. “his is what we’ve 
been doing all afternoon and this is why we’re not 
getting anything done ... I think we do, like, waste 
~ physically waste — a hell of a lot of time.’ 


On 10 January, the arrangement was still 
undergoing experimentation. “We’ve just got to do 
something about this middle eight,’ Paul advised. 
“Try shuffling it, the whole middle eight,’ offered 
George. After detailed work on various sections, 
George thought one run-through was ‘the best so 
far’. But further rehearsal of the song came to an 
abrupt end when he walked off the sound stage 
and, as far as he was concerned at that moment, 


out of the group. 


The first occasion a recording was made of “Iwo 
Of Us’ at the Apple Studio — on 24 January 1969 
— an eight-track tape rolled for three complete 
takes of the 21 attempts made that day. ‘The first 
performance on the reel was eventually included 
on the 1996 compilation Anthology 3. With PA 
speakers, unusually, relaying the sound inside the 
studio, there are occasional squeaks of feedback. 
The final take of “Two Of Us’ on the reel was 
selected for the unreleased “Get Back’ LP, first 
assembled in May 1969 (CD Four ‘Track 9). Paul’s 
comment at the end — ‘And so we leave the little 
town of London, England’ — is a reference to 
escaping from the city with Linda and Martha. 
The second complete take on this reel (GD ‘Two 
Track 1) features John sometimes singing with 

an American twang, especially on the word 
‘home’. ‘I was Phil Dylan in that one,’ he joked. 
The next tape from the session captured further 
work on the song and a short burst of John and 
Paul busking ‘The Everly Brothers’ hit “Bye Bye 
Love’. All of the versions recorded on this day, 
and subsequently, feature George playing a 

motif on his Fender Rosewood ‘Telecaster that, 
due to Paul’s switch to acoustic guitar, acted as a 
substitute for a bass part. ‘I quite like those ones 
where there isn’t bass — [like] “Pll Follow ‘The 
Sun”, Paul commented. “They lose a big bottom, 
you know, but they gain a slim, lithe look.’ 


“Two Of Us’ was also recorded on eight-track 
tape during the last day of the Apple sessions, 

31 January 1969. While being filmed, the group 
focused on perfecting three songs that had 

been unsuitable for the previous day’s rooftop 
performance. On 25 March 1970, Phil Spector 
mixed the second of two complete versions on this 
tape for the Let [t Be album. John’s introduction — 
““T Dig A Pygmy” by Charles Hawtrey and 

The Deaf Aids...’ — was lifted from a recording 
made by the film crew on 21 January 1969. In 
the sequence called ‘Apple Studio Performance’, 
the Let It Be movie featured the same take of 
“Two Of Us’ as on the album. 


Pea aM RH eraiaacioabias 


Four Track 4). ‘All right, Glynis, we’re off again,’ 


John announced before counting in the group. 


The studio dialogue and the large number of 
rehearsals indicate that ‘The Beatles enj joyed 
mastering the twists and turns ¢ of the opening rift 
: that reoccurred throughout the song. As heard on 
an eight- track tape rolling ¢ on 28 January 1969, - 
the song’s time signature and the bluesy wail 
of the guitars reminded Paul of a recent cover 
version of ‘With A Little Help From My Friends’ 
that had been a UK number one. ‘Actually, that’s 
| very like Joe Cocker ... “All I want is you” 


: oe felt ae ap Bee ae ecu but it’s great!” Referring to the chord sequence, 
they were the result of his : oe Paul added, ‘Great changes in this one.’ The 
= : | | last recorded take of ‘Dig A Pony’ on this day at 
_As seen in the Let It Be movie from 1970, Paul _ Apple, before the group moved on to ‘Get Back’, 
first heard Dig A Pony’ when John played itto _ is featured on CD Two Track 8. The Beatles’ _ 
him ata Twickenham rehearsal. on 7 January. hard work came to fruition with their energetic 

Park h o 1c in At i seemingly _ However, most of the development of the rooftop performance of ‘Dig A Pony’ on 30.- 
arrangement took place at Apple. Anthology 2 January. When selecting tracks to be included 
: E Claudic ho had : features a hens: ee 22, pale ae on the Let It Be album, Phil ae chose 1 that 
he cc é version of ‘Dig A Pony’. His mix faded out the 
electric piano part, but Billy Preston’s playing is 
ue’. Discovered sle . audible in the same performance remixed for Let 
oe S es to, 3 and Yoko = 62. 2 You’ re not eiiges i Ricky a Te Red Ti Be... Naked, released in 2003. Both mixes edited 


lee Shes tie 


ned ee know! John joked with the engineer. _ out the ‘All I want is you’ refrain sung at the 
_ The proposed running: order for a ‘Get Back’ LP ~ beginning and end of the song. 
featured another version from the same day (CD : : 
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"Get 


= at t the correct at in D major. 
h the documentary feel of tie 


nat 1968 recording. On track one of the 

eight- -track tape are John’s vocal and his acoustic 
Sinn cea end, Georee She guitar, both heavily phased when mixed; track 
Tt takes too long before it does it’ two hasa combination of tamboura and the 

| girls’ backing vocals; and wah-wah gui itar, piano 

and maracas were combined on track three. The 

ae ive BS. contain the contributions of 


down, ipaeiee 8 the key ij a semitone nin D to 


D flat. This grandiose production by Phil Spector 


e a Kk Lp P seni in 1 May 1969. was several galaxies away from the Glyn Johns 


mix made four months earlier. 


ie) 


John’ s views on how ‘Across The niverse’ turned 

out could vary. In 1970, he was posed about 

Phil Spector’s reinvention: : | 

did a damn good job with 1G He ae a Gils 

reasonable sound out of it, and then we released 
oil again. eet a oe ee oe Ne death 


mwickenham Film Studios: 


on CD One Track 4+ 


Let ae ‘Be version is 
he April 1970 ov 


was remixed without +t 


eS le it = sbeicti to 
une, but to. o that 1 altz, . .. it'll be good if you 
sould The Beatles did not play t the song again 


As a Me Mine had n never i ee ina studio, 


1970, oe after its ee ( > albr 
_ accompany the film. John was away in Denmark 
ona four-week holiday. Nevertheless, it was not 


a unique experience to record one of Ge 


contai ae dete 


Tne January 1970 version 
erdubs- for Let It Beeoe Naked- 


Sue Got Married’. The flamenco motif played 


at Twickenham es ae reappears DA 


aS ae Lone Tae : Paul kept purer for a 
perfect take of the backing track: ‘One more, he 
“said ae eo ten; 1 think I can do one better 


| ihe final. take - - 16 was selected as the 


Ss onto which overdubs were added. 


the two tracks 


oust C ae licks i in unison on toe 
ted Jon track s seven. |. George 


Dey compiled on 5 Januar : 1970. ‘omits one 
parts and the double: tracked — 


“si ca as eas of the on album 
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You can give it 1f you've got it 
af you've got it, you can give it. 
Yeah - Give it. 
Well, you can give it if you've got it 
And if you've got it, you can give it. 

: Come om and get it. 

_ Come on 

Come on 


Well, i you dig it.in the morning? 
Dig it in the evening 
| it in the evening 
the morning 
< ry night and day 
.g it in the evening 
Well, you cam give it if you want if 
And if you want it, you can get it. 
So come on. 


Can you di morning . cone = 
Can you dig it in the evening . 
ng stone. 


t in the morning pig it UP 


pig it UP 

4. . 4a it UP 
Can you dig it in the evening oa ' 
(Yes I can) pig it UP 


st ite 
g it every time of night or day? : ces es bid enough to get 1 


I can) 


' + it. 
t'm big enough to g& 
if you're big enough ~ 


Well, na get it. 


Come on 4 


tt's free: 
it in the ceiling. + love it. 
| i =. a  =—rers—se : — |. CC _ . can't do W 
Cr cc cc . a =. _ i hh. : (It's - what?) + can hardly was 
is likely that when Johr ” his tong | alsetto ~ “That was “Can You Dig It” —_for-all, which had stretched to 12°25” (CD Four ~ 1 keep ® 


| ‘Track 11), Fading up from 7°29" int the music, 
this version runs to the very end — although two. : 
__ sections from 9745 to 10°17” and 10°56 to 11°22” 


by selecting only the material recorded from 652” 
to 9°41” on the tape. — 


John’s stream of consciousness led him, after — 


rehearsals and sessions, there ~ The second time The tles were recorded 


saluting renowned blues guitarist BB King, ia 
mention film star and singer, Doris Day. in Angee 


ok place & oo 1969, Paul and Ringo played on a recording of 


ul had brought Linda 


1 old daughter Heath 


_ her hit ‘Que Sera Sera’ sung by Apple Records’ 
artist Mary Hopkin. The next name on John’s | 
roll call was Matt Busby. The manager of 


_ Manchester United football club since 1945, on. 


14 January 1969 Sir \ att had announced that . 
he would retire at the end BF Ae cuvienl casen: 


He remains a legendary figure in the history of 


ot im com : . soccer, but who knew in 1969 that his name would 
The announcement by —— May 1969, ncluded 40 this musical free-. ——_ also live forever on a Beatles record? : 
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look that’s all right,’ Paul laughed. “That'll do!’ 


aS , a ‘Let It ee 3 a a gop syle in Os ao. : Sa the cone was ee by Billy’s aleve ‘Oh, 
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ate : gate) efore : 9. Paul had by now 
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In Paul’s diary entry for 8 January 1970 
“noted a 2. Pes session at EO Studios: 


as The Beatles final UK single. Phil Speke. 
album remix eee on. n 26 ee 1970 was sce e 


sHeaion for oet ht Be. A contemporary UMibds 
- Maker review stated the song ‘doesn’ t have »enongh 


Wanle in the early 1990s, tad MacDonald i in 
Ue in the Head had to ee ‘La It 


tad ee a depres ell out SE proportion 
to its artistic weight’. Most would disagree with 
that appraisal. ‘The song is an anthem of hope, a 
hymn of comfort. It has been performed by Paul 
on occasions when just such a song was needed: at 


the finale of Live Aid, the 1985 global concert for. 
famine relief; in 1996, at the memorial service for 


(ia 


Paul’s wile Linda; at the conclusion of the Concert 
for New York City following the terrorist attacks of | 
11 September 2001. 


es 


‘Looking back on all The Beatles’ work,’ Paul 
reflected, 1] m very glad that most of it was positive 
and has been a positive force. When you come to. 
do these songs in places like a stadium in Santiago, 
where all the dissidents were rounded up, ’m 

very glad to have these songs because they’re 


such symbols of optimism and hopefulness.” 


on 24 January 1969 
performance was included on 


compiled | in May 1969 (cD Four Track 10) 


en The ns oe nee of — = in tl .e afternoon ee Dance in the evening. ~ After one of the performances of “Two Of Us’ on 
| : . 3 trod o John: 24 January, Paul and John busked ‘Maggie May’ 
and then segued straight into an old song of theirs 


in aie sang in harmony, — “ me i pool V We ih aN se Be the songs called ‘Fancy My Chances With You’ (CD Two 


reminded not only of The E s, __ playedb a 5 a ryt _ Track 2). Picking up on that spontaneous idea, 
ritish era | lay’. The song. The Beatles performed another brief version of 
‘Maggie May’ as soon as a later take of “Iwo Of 
Us’ had rolled to a halt. For the May 1969 ‘Get 
Back’ LP, that version was edited onto the end of 
another take of “Iwo Of Us’ (CD Four Track 10 
_ When the running order for the Let /t Be album 
ee May’ on ie B-side of cele ‘op ten. was finalised in 1970, ‘Maggie Mae’ (as it was 
“The Cumberland Gap’ (produced by George spelt on the album’s artwork) no longer followed 
Martin), Forty-two years. later, Paul recorded © ‘Two Of Us’. Instead, it turned up at the end of 
another B-side by The Vipers —‘No Other Baby side one, its rambunctious spirit shattering the 


contemplative calm created by ‘Let It Be’. 


| In the July 1969 edition of The Beatles Book 
Maa ve as sa member of the Eddie Monthly, Mal Evans ran through the details for, 


at this point, a ‘Get Back’ LP due for release in 
August. Introducing “Maggie May’, he wrote, 


san SORE 


Club ae Peel ES ‘We had no idea you — ‘A brief reminder that we’re all Mersey Beat 
had to keep the same tempo all the way through, Boys at heart. Sung with much Liverpool gusto. 


> 


Ringo recalled. ‘We used to start off performing This is a riot. 


“Maggie May” at the right tempo and end up like 


n © Jl Jo7, John’s group 1 he : an express train, 1 we were all so excited. People 
played at the Woolton Parish Church Garden Fete _ had to dance to this!” 


Tmt ARNT 


' 


vocal, bass 
- : . vocal, rhythm electric guitar 
tA. eT (| GEORGE: lead electric guitar 
— oo . : 7 : .. RINGO: drums 
BILLY PRESTON: electric piano 
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TWICKENHAM FILM STUDIOS: 2, 3, 6) 7, 
8, 9 and 10 January 1969 

APPLE, 3 SAVILE ROW: 21, 22, 23, 27, 
28, 29 and 30 January 1969 


Let It Be version recorded on 50 
January 1969 (CD One Track 8). The 
same take was edited with the second 
rooftop performance for Let It Be... 
Naked. “Get Back’ May 1969 version 
recorded on 22 January 1969 (CD Four 
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ee ae Paul’s song 
_ McCartney songs such Le 


3aby, Youre A Rich Man’ and ‘We Can Work Years from Now that ‘John brought his section 
Tt Out’ had been « inthe same manner. _ round to Cavendish Avenue [Paul’s home] and Once the 


Although John and I were very comy they finished the song together as an equal 5 
we liked each other’s stuff,’ Paul recalled. ‘We _ collaboration. “I've Got A Feeling” is a good 
didn’t. ¢ lec oF 


wouldn’t have recorded it so re example of th ) yartn As. 
We still worked together, even onasonglike happened, the ers. contrasting | 


- emotions to the song. The happy inspiration for : : LP compiled 


Paul had been his flourishing relationship with | of the songs recon 
| Le Sa 2 Linda Eastman — ‘All that I was looking for was Four Tracks 4 and 
ohn first demoed his section of thesongin somebody who looked like you.’ For John, 1968 | 


December 1968 onahometape recorder, —_—rreally had beena hard year, His marriage had - 


ahard year’. nthe —_ broken down; he and Yoko experienced the -—_ dominated by work on ‘Get Back’, The Beatles 
' owere filmed struck a faster than usual pace for take ten of 


stress of a police drugs raid in October and were 


singing ‘Everybody had a hard year e oo subsequently charged for possession of cannabis; - ‘T've Got A Feeling’ (cD Two Track 


Thesong vase nce daring he ep 


: had a good time / Everybody had a soft oe a month later Yoko suffered a miscarriage. 


# 5 ‘ a 


dream, everybody saw the sun shine.” J Se , | | as | 
accompaniment on acoustic guitar was in the The Beatles returned to ‘I’ve Got A Feeling’ concert. The first version was selected for the Phil | 


Hy: 


: fingerpicking style of ‘Julia’ recorded for ‘The _ frequently at Twickenham. On 7 January, Se Spector mix of ‘the Let It Be album and was also z 


White Album’. After singing the verse twice, Paul advised that ‘we should start off by doing 2 seen in the 197 0 film. Billy Preston, who played 
| John switched to the chords of ‘Julia’. Hans everything we’re gonna do on the thing [concert]. 7 electric piano in performances of ‘T’ve Got A 


Preiner from ORF, Austria’s national television —_Like, the “oh yeahs” init, you've gottado’em —_—_ Feeling’ down in the basement and up on the 


§ 


\ station, recorded the couple in the garden of. = how you're gonna do it, because there’s no use — | rool, steered the song in a gospel direction when 
Kenwood, John’s home in Weybridge. Surrey. singing ’em quiet now and planning to do ’em > he recorded it for his second album released by 
_ The short sequence was added to the end of John —_loud on the night.’ The Let It Be movie released Apple. George co-produced the Encouraging Words 


and Yoko’s film Rape when it was broadeaston —sin 1970 featured performances from 7 and.9 LP with Billy and played on it alongside a number 


Austrian ING — ss January cut together and a sequence inwhich the __ of British rock musicians, including Eric Clapton. 


descending guitar riff was rehearsed — ‘It’s coming 


JOHN: vocal, rhythm electric guitar 
PAUL: vocal, bass 

GHORGE: lead electric guitar 

RINGO: drums 

BILLY PRESTON; electric piano 


TWICKENHAM FILM STUDIOS: 

D> 6, 7, 8 and 9 January 1969 
AEPLE, 5 SAVILE Row: 

28, 29 and 30 January 1969 


Let It Be version recorded on 40 
January 1969 (CD One Track 9). The 
Same take was remixed LOY let It Be... 
Naked and used on the ‘Get Back’ May 
1969 unreleased LP (CD Four Track i). 


have f armonic associat ons for 
2 Wad recalled ‘We found oursel 

_ remembering “One After 909° 

- joy to sing it, because it took us oa 

- the high-profile life we been leadin yee ee Oe ling Stones, who opted instead 
4 famous Beatles. It took John and I back to the ue \fter an impr mpi i rmé 1 eon le sec ad : a no McCarin ’s‘T Wanna Be Your 
~ parlour of 20 Forthlin Road, where be Twicker € : et oe 


Rock Island Line aC 

~ Donegan and Leadbelly’s ‘Midnight Special’ S 

_ both busked during January 1969 by The Beatles. 

_ “We just started “One After 909” as a kind of 
country-bluesy freight-train song and I'd just gone 
to the harmony and then we'd don : the obligatory 
stop,’ Paul remembered. eo 


_ It was impossible to hav 
on the roof of th 


open air, This” 
‘Get Back’ album : : 
cmpred in May 1969 (CD Four Track 1), Phi) © 
OR oe oe oe ed the rooftop performance on 23 
ae a placing it as the second song on 


There are unreleased home recordings oe Reeperbahn district, 
1960 of ‘One After 909°. ‘Sometimes | CeCe 


The Beatles did attempt to make a recording of 

‘One After 909° before 1969, at EMI Recording _ oe 

think the — Studios on 5 March 1963. An afternoon session ‘One of the very 

song was also recorded at the same primitive | on that day yielded both sides of their third 

facility operated by Percy Phillips, where The. Parlophone single, ‘From Me To You’ / “Thank 
Quarrymen had cut ‘That'll Be The Day’ and ‘In You Girl’. The evening session was occupied by 

_ Spite Of All The Danger’ onto a 78rpm acetate work on “One After 909°. Four takes and an edit- 
dise in 1958, but no copy has been uncovered to piece from just before the guitar solo to the end 


‘ot a great song, but it’s a great 
favourite of mine.’ : | 


Charles. Tw 


on track two; Billy Preston’s elect 


5 i Ces 1969. To ceca i the “ 


crew s notation, the takes were numbered from 
13 to 19; the last of those was chosen. for the 

_ ‘Apple Studio Performance’ seen in the 1970 
‘Let It Be documentary (CD Two Track 13). 
Fourteen months later, when Phil Spector 
prepared a soundtrack album, he decided 

to overdub an orchestral arrangement, 
‘Surprisingly, rather than add it to the audio of 
the performance included in the forthcoming 
movie, Spector selected the take recorded - 


26 January, Brass and strings were arranged by 


Richard Hewson, who had composed a score 


a the recent number one hit ‘Those Were 
Hie eg By Mary Hopkin on Apple fellas 


Winding Road”, ne hae horns, a : 
and women’ s choir added. No one had asked 
me what I thought,’ Paul revealed. ‘I couldn’t 
believe it. | would never have female voices ona 


Beatles record. ‘The record came with a note from | 


Allen Klein saying he thought the changes were 
sary - .. It just goes to show that it’s no good — 
me sitting | ae thinking | I’m in control because 
obviously | I’m not. Anyway, I've se: it Klein 2 
asking for some of the things to be altered but 


I haven’t received i an answer ‘ 

Paul’s ‘specifications’ ina letter ated 4 April 

1970 (see right) were ignored. ‘ he! 

Winding Road’ wa . released witk the mix > 
unchanged. During a High Court ne 


ry 1971 to dis olve The Beatles’ 
Paul’s barrister 


in Februa 
partnership asa financial entit 


ed three events 1n 1970 that contributed to 
up. One of them 


| cit 
_ his client’s wish to leave the gro 
was that Allen Klein’s ABKCO company had 


organised the rearrangement of “The Long And 
Winding Road’ without consulting Paul. 


Released on 11 May 1970, a week before the Let 
Ji Be album arrived in America, ‘The Long And 
Winding Road’ became The Beatles’ 20th and. 
final US number one single. A year after The 


Beatles’ version was issued, Ray 
the song on his album Volcanic Action Of My Soul. 


Klein a letter _ 


Charles featured 


; W nding Road! < 


ttered — 


GEORGE: lead vocal, acoustic guitar 
JOHN: electric lap steel slide guitar 


PAUL: piano 
RINGO: drums 


net 


TWICKENHAM FILM STUDIOS: 7 and 9 January 1969 
APPLE, 3 SAViLs ROW: <5 and 29 January 1969 


OVERDUB 
Recorded on 8 January 1970 at 


Olympic Sound Studios: 
GEORGE: vocal 


Let It Be version recorded on 25 January 1969 
(CD One Track 11). The same take with the 
original voces was used for the unreleased 
‘Get Back’ LP compiled in May 1969 (CD Four 


Track 7), and most of the periormance was 


used for the remix album Let It Beee- Naked. 


: pass on electric guitar and Paul's piano — Oe a thas ie 
Daan At the Apple Studio, it was: a a - Blithner grand,’ se = cd 


Pacis 


in a Billboa d Hot ne chart 


Ly 


Ly, 


‘backing vocal, lead 
% electric guitar _ 


TWICKENHAM FILM STUDIOS: 7, 9, 
? SAVILE ROW: 21, 25, 24, 


10 and 13 January 19690 
27» 28, 29 and 30 January 1969 


(get sack (Reprise) inotated on the ‘Get Back’ LP ip trom 28 Jamany 1869" (on 
faked version recorded on 27 January 1969. = _— . 


* 


if) 


ation for each had usu : y been ailed. 4 from words abo it Jo Jo Lem 10n ... Jo Jo Cl 
ready by its composer. The only songto —_... Jo Jo Jackson’ and “Sweet Loretta Marsh ~ a 


grow from the seed of a songwriting idea to full drag queen, yo 


flowering during January “Get Back. | “back at home ther 59 Pakistanis living in 
. en | e for Labour tells them 


The song’s musical style was inspired by The 


Album’, George had described this 
__ down to guitars, bass and drums, and 


maybe 


piano’. Ringo agreed that they had adoptec 
‘back-to-basics’ method when recording their _ 
double LP: ‘We ended up being a band again _ 


Fiom Big Pink by Bob Dylan’s something about “too many Pakista 
former backing group T council flat”,’ Paul told Rolling Stone 
influence on The Beatles and theit peers; so were nee « oo _ 


ea 


_ the recently released album ‘ish blues band . 
"Fleetwood Mac and hit singles ‘On The Road 


The Country’ by Canned 


Again’ and ‘Going U ; 
_ Heat. During a session at the Apple Studio, John — 


suggested performing ‘Dig A Pony’ fa bitsofter . 


7 Film footage from —_—oo df’ ‘Geet. sack was made in the Apple : a C ] ‘T thought you 


on 23 January 1969, the story of JoJoand = —_—_ said over the ta 
ettled upon. to end it like th 


: January 1969 shows Paul continually asking the 
for the lyric. ‘Chuck Berry should do this one, ‘ i, Ringo repli 
- Paul said. The rock ’n’ 


group to keep things simple for ‘Get Back’. Sweet Loretta Martin had 


roll great was an early _ happened, 


ce 
idol of The Beatles. On hearing the newsof — —_ recording made ? ) 


- concerning two enigmatic characters from Chuck Berry’s death in 2017, Paul wrote, “His Two Track 9 oF 
“America or a satirical commentary on the topic ce stories were more like poems than lyrics — the - also used for 40. stoconede (he ets t Back as a single the 
race relations in the UK. On 9 January, Paul said, _ likes of “Johnny B. Goode” or “Maybellene”’ ‘Get Back’ LP compiledin May 1969(CD ss J did not occur. It was, though, F 

) going Performances of ‘Get Back’ at Apple benefitted - Four Track 4. el _ asa single in April. A press adver 


away, and then the chorus is “Get back”! s : : from the added ingredient of Billy Preston playing : 


‘I don’t know what it’s about. It’s about going 


~ 
' 

ny 
Z 


. —— | identity : 


| sraer| isn 


: 
i 


/ 
i 


oS sce plato ac ei eon econo antennae SIC MSPS! 
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| 
ene Or er hes 


JOHN: lead vocal, rhythm electric guitar 


PAUL: harmony vocal, bass 
GEORGE; lead electric oe 


RINGO: drums | 
BILLY PRESTON: electric piano 


by Ty Os 
mMWICGKENHAM FILM STUDIOS: 2, 35 6» 
APPLE, 3 SAVILE ROW: 21, 22, 24, 27, 28, 29 and 30 January 


Versions included on the unrele 


22 January 1969 (CD Four Tracks 2and 3). 
two takes recorded on 30 January 1969. The ve 
was recorded on 28 January 1969 with a vocal 


One of John’s home de ios for what would - | 


become “Don’t Let Me Down’ reveals him singing, 


‘Pm in love for the first time / Don’t you know 
it drives me mad?’ Written at the end of ‘the 
hard year’ of 1968, the song was a passionate 
affirmation of an all- -consuming love. “That’ s 
me, singing about Yoko,’ was John’ s succinct 


comment when asked about ‘Don’t Let Me Down’ _ 


fh December 1980. ‘I putting himself out — 
on a limb,’ Paul reflected later. ‘I think that as 
much as it excited and amused him, at the same 
time it secretly terrified him. So “Don’ t Let Me 
: Down” ‘was a genuine plea: “Don’t let me down, 
please, whatever you do. I’m really letting my 
vulnerability be seen.” It was a good song. We — 
went through it quite a lot.’ 


It was the first song to be introduced at _. 
Twickenham Film Studios on 2 January 1969. : 
After they had played it together, John told — 
George that, out of his current songs, “That’s 
the most finished.’ “That’s a good one,’ George | 
replied. ‘I like simple tunes.’ In subsequent | 
performances that morning, ‘Sun King’ and 


‘Don’t Let Me Down’ flowed into one another. | 


‘Every song's got the same chords!’ John joked. 

‘T noticed. Mine do too,’ George replied. At _ 
this stage, the chorus ended with John singing 
‘l’m in love for the first time, so please don’t let . : 
me down’ (as heard on the ‘Fly On The Wall’ 
bonus disc included with Let It Be.. 
they were working on the song’s structure, Paul — 


suggested they ‘skip that little interlude’ because 


ut sounded ‘like a middle eight so. scrap that and 
use it somewhere near the end.’ As rehearsals | 
continued, Paul asked, ‘Would we have piano on 
it” John wondered about inviting Nicky Hopkins 
~ ‘the guy who plays with the Stones’ — ‘but was 
told that the session keyboard player was in 
America. If Paul moved to piano then pee john 
or George would have to switch to bass. 
Agreeing that the arrangement was stronger 
with both guitar parts, the idea of adding — 

piano was put aside. 


= the oe of Billy’ soulful contribution, an 
. Naked). While . 
_ January, following take 19 of ‘Get Back’, the next 


: vocal was recorded on track one; John’ Ss 


9 and 10 January 1969 
1969 


Let It Bese. 
ysion on the Beside of the 


ove dH) added later eS Track 3). 


arrangement. They were very tigh unit, Billy é 
: Preston recalled. “They really worked hard at . 
_ what they did. Everybody had their parts. That’ Ss 


the key of a good band, actually. All I had to do | 
was Just like float around it.’ ‘Hit it, Bill!’ John 
called out on 22 January, delighted by ee 

an electric piano solo. ‘Oh, yeah! One mnere 
This particular per formance, edited to a snippet 
that had segued from ‘Save The Last Dance For - 
Me’, was chosen for the running order of the _ | 
unreleased ‘Get Back’ LP Before beginning, John 
asked Ringo to give him a loud cymbals crash ‘to. 


give me the courage to come screaming in’ (CD ag 


2S Tracks 2 and 3). 


arrangement was soon locked into place. On 28 — 


“item recorded on the eight- track tape was the 


master of ‘Don't Let M Down’ Paul’s harmony 


on two; electric piano on three; bass on four: five 


and six had drums in stereo; ; John’ s guitar is on 
= seven; and George’sJead guitar on eight. Ata 
| later date, possibly i in February 1969, an overdub 
: of von age Paul s us all Ne way oer 


vocal _ 


ased ‘Get Back LP compiled in May 1969 were peer a oe 
Naked version was assembled Irom 


‘Get Back’ 


single 


- pe ie an Sonia n 
on the roof, he miscued the opel 


first verse. The mix of Don! et et 
: : included on ao de Be.. 


‘their film crew and sound ee 3 


: - Sapna « Aen the Lal It Be all 
assembled for release i in May 1970, 
. ee most frequently played songs 


a songs from the sessions. was left off the LP is not 
: =, certain. True, ‘Don’ t Let Me Down’ “had been 


featuring a ged i 


PAUL: lead vocal, acoustic entees 
JOHN: backing vocal, acoustic guitar 
GEORGE; electric guitar 

RINGO: drums 


APPLE, 3 SAVILE ROW: ¢4, 28 and 29 
January 1969 


The version included on the unreleased 
‘Get Back’ LP compiled in May 1969 
was recorded on 24 January 1969 


(CD Four Track 8). 


Se 


secre 
age arecesceeneeanes ee 


While it is a wistful song about a boy named Ted | .outot an old tea chest. We started playing 


trying to come to terms with his mother’s new 


relationship, its title had another meaning. Teddy : 


Boys — or “Teds’ — were teenagers who wore - 


flamboyant clothes in the style of the Edwardian 


era, such as high-waisted ‘drainpipe trousers’, _ 


bootlace ties, and suede 


rock ’n’ roll was branded by the media as music Teddy Be 


that incited unruly lawbreaking, surly rebellion 


: ‘So there’s that one for further consideration, 


was shown in a south London cinema in 1956, the _. Paul announced hopefully at the end of a 


incendiary inclusion in the film of ‘Rock Around performance of “Teddy Boy’ recorded on 24 
January 1969. The Beatles’ version had not been 


ae Clock’ by Bill Haley and His Comets sparked 


Jiving in the aisles and dismemberment of cinema i 


ts by a large number of flick-knife-wielding Pe ¢ session was devote to ‘Two Of Us, but wh 
Teddy Boys. t riots around fini Canta bee = a : 
to a working-class sartorial subculture becoming a 


indelibly associated with not only violence but 


also TOCK wzroll. | 


were squeals 


| During an interview with The Beatles 


s have : few “na ks” with other rival gangs.’ “Teddy - ‘Get Back’ running 


: Boy!’ Paul shouted in the background ingo oe 


‘All Things Must Pass’ is the title track of George’s 
firs olo album of song released at the end of 
1970. For a while in early 1969 


n The Bane’. Discussing 
the tempo with John for ‘All Things Must Pass’, 
George sugges ed that ‘the thing that I feel abou 


In the same rehearsal, G orge his | 
inspiration for the words. ‘It’s Timothy Leary, 
I suppose. In his Psychedelic Prayers he had one 


I remember this from years ago ~ that has that | 


MOM i 
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An original session tape is the primary source 
for chronicling how ‘The Beatles developed a 
song, worked their way to the best performance 
of it and then dreamt up extra layers of voices 
and instruments to create a finished master. 
Fortunately, almost all of the tapes that were 
rolling when ‘The Beatles made their records 
have been preserved. EMI’s admirable foresight 
established a rich archive, full of fascinating 
outtakes and unexpected discoveries. Recording 
tape, however, was expensive. ‘The second 
engineer started the tape machine only when 

it was clear a serious attempt at recording was 
about to happen. Decades later, that policy can 
be frustrating when investigating the tapes. For 
instance, before a take of “Helter Skelter’ during 
the ‘White Album’ sessions, only 40 seconds exist 
of ‘The Beatles’ hell-for-leather performance of 
the Elvis Presley hit ‘(You’re So Square) Baby I 
Don’t Care’. Similarly, there is just a glimpse of 
an early try-out of ‘Let It Be’ surviving on a reel 
from a September 1968 session for ‘While My 
Guitar Gently Weeps’. 


In general, the usual recording protocol was 
followed at the Apple studio in January 1969. 
What was markedly different, though, was the 
presence of the film crew’s two portable Nagra 
mono tape recorders that ran for most of the 
time — even when the multi-track tape machine 
at Apple was paused. Furthermore, the Nagras, 
linked to two cameras, were recording sound 
throughout every day of rehearsal at ‘Twickenham 
Film Studios. No other album by ‘The Beatles 
has anything like this huge amount of material 
documenting its creation. ‘The hundreds of 
16-minute Nagra tapes reveal what ‘The Beatles 
were playing — and saying — while they prepared 
for a concert and recorded an LP throughout 


January 1969. 


On the musical side, the Nagra tapes disclose 
that, alongside the multiple rehearsals and 
recordings of material eventually released on the 
Let It Be album, a large number of other songs 
were played. ‘They divide into two categories. 
First, to warm up the band or to take a break 
from a shortlisted song for the show, The Beatles 


would often dip into their extensive repertoire 


from before they became famous. Originating on 
records by rock *n’ roll heroes of the late 1950s, 
these songs became embedded in the group’s 
musical DNA during their rowdy all-nighters in 
Hamburg and sweaty sessions in the subterranean 
Cavern Club in Liverpool. As John pointed out, 
“You just get any musician over 26 sitting down 
with me and it’s all about “Remember...?” ‘That’s 
our era. We’re already old folks saying, ““Those 


>? 


were the days 


The Let [t Be film from 1970 featured an Apple 
jam of rock classics with Billy Preston. On 26 
January 1969, just after the fun had begun, 

the record button was quickly pushed on the 
eight-track machine. ‘This enabled ‘Rip It Up’, 
‘Shake, Rattle And Roll’ and ‘Blue Suede Shoes’ 
to be mixed in stereo 27 years later for Anthology 
3. First recorded by Little Richard, ‘Rip It 

Up’ became a top five hit in the UK for Bill 
Haley and His Comets at the end of 1956. An 
American R&B number one for Big Joe ‘Turner, 
Bill Haley’s chart debut in 1954 with ‘Shake, 
Rattle And Roll’ lit a slow-burning fuse to a 
UK rock explosion a year later. Another 
formative disc, ‘Blue Suede Shoes’ was a big 
seller in 1956 for both its writer Carl Perkins 
and Elvis Presley. Anthology 3 also included a 
spontaneous delivery of ‘Mailman Bring Me 
No More Blues’, a song they had learned 

from the 1958 album Buddy Holly. 


‘T think one of the best we’ve done is “Rip It 
Up”, George said after listening to a playback of 
the rock ’n’ roll medley in the Apple basement. 
‘It'd be great to hear ‘The Beatles’ “Dance 
Album”. Just do ’em all start to finish.’ John 
agreed: “Yeah, he Beatles’ “Fab Fave Dance 
Hits”.’ They were referring to a favourite record 
from 1959 called Dance Album Of Carl Perkins. ‘The 
Beatles performed five songs from that LP during 
January 1969; another three from it — “Honey 
Don’t’, ‘Everybody’s ‘Trying ‘To Be My Baby’ 

and ‘Matchbox’ — had been covered on Beatles 
discs in 1964. The idea of ‘Fab Fave Dance Hits’ 
was picked up by Mal Evans in the Beatles Book 
Monthly edition of July 1969: ‘Amongst the stuff 
that “stays on file” so to speak is enough material 
for a special rock ’n’ roll LP,’ he reported. 


As they tipped their hats to their idols, the 
group regularly swung into songs by Chuck 
Berry, The Everly Brothers, Buddy Holly, Elvis 
and Jerry Lee Lewis. The Beatles’ funky stroll 
with Billy Preston through Jimmy McCracklin’s 
1958 American hit “The Walk’ is released for 
the first ttme on CD Three Track 10. On 27 
January, only the final tantalising 50 seconds 
were caught on eight-track tape following a 

reel change. While recording an early take of 
‘Don’t Let Me Down’ at Apple, the group had 
taken a detour via Fats Domino’s ‘Pm Ready’ 
and The Drifters’ ‘Save The Last Dance For 
Me’. They were included on the unreleased ‘Get 
Back’ LP made in May 1969 (CD Four ‘Track 2). 


The Beatles also busked songs from this 
formative era that were popularised by skiffle 
artists such as The Vipers and Lonnie Donegan. 
One of these, ‘Maggie May’, turned up ina 
session for “Iwo Of Us’ and stayed the course — 
as ‘Maggie Mae’ ~ to the final Spector selection 
for Let It Be. On GD Two Track 2, ‘Maggie May’ 
morphs into ‘Fancy My Chances With You’. 
It was one of several early Lennon-McCartney 
songs revisited by the group. These fledgling 
compositions came from the days when John 
and Paul used to ‘sag off school and try to 

pull a song out of thin air, just like their hero 
Buddy could do. “Back to my house and the 
two of us would just sort of sit there and write 
“Love Me Do” and “Too Bad About Sorrows”,’ 
Paul told Michael Lindsay-Hogg on 3 January 
1969. “There’s a lot from then. There’s about 

a hundred songs that we’ve never reckoned cos 
they were all very unsophisticated songs.’ ‘he 
Beatles enjoyed ripping through ‘One After 
909’ so much that it made it all the way to the 


rooftop performance and the LP’s final running 


order. There were also half-remembered, off-the- 
cuff versions of other originals from this time, 
such as ‘I Lost My Little Girl’ (Paul’s first ever 
song), ‘Pll Wait Until Tomorrow’, “Thinking 

Of Linking’ and ~ released as part of the 

‘Fly On The Wall’ bonus disc for Let It Be... 
Naked — “Because I Know You Love Me So’. 


Mw 


The film crew’s Nagra tapes and the multi- 

track recordings from the Apple studio also 
captured songs that belong to a second category 

~ compositions by all four Beatles in various 

stages of completion that were released on other 
albums. ‘Twelve of the seventeen songs that were 
featured on Abbey Road, released in September 
1969, were played in January. During the 
‘Twickenham rehearsals, Paul usually arrived first 
and headed straight to the piano. On 9 January, 
Paul sang ‘Golden Slumbers’ to Ringo and Mal 
Evans. ‘Should be ready for a Songs For Swinging 
Lovers! album soon,’ he joked, referring to Frank 
Sinatra’s 1956 LP In this run-through, Paul moved 
seamlessly to the chorus of ‘Carry That Weight’. He 
discussed how that might be a good song for Ringo 
to sing and kicked around some ideas for verses that 
might be ‘like a story, a bit like “Act N aturally” [the 
Buck Owens country number one sung by Ringo 


on Help| ... where the tag line keeps coming up. 
It was like a comedy when I heard it.’ Waiting 
for the others to arrive, Paul also performed 
‘Her Majesty’ at the piano that morning. 


None of those three songs by Paul developed 

much further in January 1969. Three others of his, 
however, were serious candidates for the group’s 
current project. Intensive work on the arrangement 
of “Maxwell’s Silver Hammer’ continued over 
several days and some extracts from those rehearsals 
were seen in the 1970 film. After the group had 
relocated to their Apple Studio, although the song 
was still on a list of 11 potential songs, ‘Maxwell’s 
Silver Hammer’ was not played again until a session 
at Abbey Road in July. Two others written by Paul 
were carried over from the rehearsal phase. ‘She 
Came In Through The Bathroom Window’ 
was performed early on in the Apple sessions 


As heard on CD Three Track 5, the group tried out 
an arrangement with John playing electric piano. 


The group also continued work on Paul’s ‘Oh! 
Darling’. Written in a style reminiscent of the rock 
‘’ roll era, it seemed a good fit for their current 
undertaking. George enjoyed playing it: “The chord 
structure 1s very nice. It’s typical of a 1955-type 
song.’ Paul evokes the passion of one of Little 
Richard’s ballads such as ‘Send Me Some Lovin” 

~ a song the group had dropped into during one 
rehearsal. In an Apple session on 27 January 1969, 
alter announcing that ‘Yoko’s divorce has just gone 
through,’ John made up a verse of ‘Oh! Darling’ 

to celebrate that news (CD Three Track 8). Several 
songs that were later released on Paul’s solo records 
also popped up, including ‘Another Day’, “The Back 
Seat Of My Car’, ‘Every Night’ and “Teddy Boy 
CD Four Track 8). 


hour of John’s songs that were attempted in 


January were eventually released on Abbey Road. 


Although written in the spring of 1968, while the 
group were studying with Maharishi Mahesh 
Yogi at his ashram in India, neither ‘Mean Mr 
Mustard’ nor “Polythene Pam’ had been recorded 
for “he White Album’. Both surfaced again, but 
progressed no further than a few rehearsals. On 
24 January 1969, after they’d all ordered lunch 
from the Apple kitchen, John led the group into 


a speedy performance of ‘Polythene Pam’ (CD 


Three ‘Track 6). ‘T’ll give that to some Liverpool 
folk singer,’ he said afterwards. ‘Mean Mr 
Mustard’ cropped up too, sometimes in a medley 
with a new song John kept promising to finish 
called ‘Madman’. ‘Sun King’ was also briefly 
played during the first two days of rehearsals. 
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Towards the end of their time at Apple, John’s 
fearless tour de force on Abbey Road, ‘I Want 

You (She’s So Heavy)’, began to take shape 
when played by the group with Billy Preston. 

On 29 January, inspired by Martin Luther 

King, Jr’s famous ‘I have a dream’ speech, Billy 
improvised words on that theme: ‘Black or white, 
we all deserve equal rights — I had a good dream, 
a very good dream.’ King’s powerful oration 

was fresh in their minds, because there had 
recently been a profile of the civil rights leader 


on television. ‘Just like a poem, you know,’ John 
said. ‘It was like Tennyson, that whole thing — 
“I had a dream this afternoon.” He would have 


been President. He was fantastic.’ 


Elsewhere in the rehearsals, John had introduced 
a seed of an idea that eventually came to fruition 
as ‘Gimme Some Truth’ on his 1971 solo 
album Imagine (CD Three Track 3). He had 

also tried out a revamped version of ‘Child Of 
Nature’, which was written about his experience 
in India; John’s new words relocated the song 
from Rishikesh to Marrakesh. The song also 
found a home on Jmagine with a new lyric and 
title, ‘Jealous Guy’. John acknowledged that he 
was somewhat under-prepared to contribute many 
songs in January 1969. ‘If we know we're gonna 
do the next one in June or July or something then 
we can get ready for it, because this LP was a 


surprise to us, really. That’s why ’m singing 
“One After 909” — to get on the LP!’ he joked. 


In contrast, George had a backlog of unrecorded 
songs to offer in January 1969. ‘All Things Must 
Pass’ (CD Three Track 1), ‘Isn’t It A Pity’, ‘Hear 
Me Lord’ and ‘Let It Down’ are all heard on the 

_ Nagra tapes, but did not appear on record until 
the release, nearly two years later, of his solo 
album All Things Must Pass. George had usually 
received an allowance of just one composition per 
side of a Beatles LP. When a collection with sixteen 
songs on a triple album arrived in November 
1970, it surprised everyone. The quality of 

the songs and musicianship heard on George’s 
seminal solo project engendered both instant 
commercial success and an enduring power to 


move generations of listeners ever since Its release. 


George came up with ‘Old Brown Shoe’ in the final 
week of recording at Apple. ‘I went to bed very 
late,’ he told John on 28 January. ‘I wrote a great 
song actually ... I keep thinking, “Oh, Pll just go to 
bed now,” and then I keep hearing your voice from 
about ten years ago, saying, “Finish ’em straight 
away: as soon as you start “em, you finish ’em.”” 
Moving to the piano, he played ‘Old Brown Shoe’ 
— destined to be the flip side of “The Ballad Of 
John And Yoko’ in May. George discussed his plan 
for a solo LP with John at Apple: ‘I’ve got so many 
songs that I’ve got my quota of tunes for the next 
ten albums! So I would like to do an album of songs 
mainly to get them all out the way. It would be nice 
if any of us can do separate things as well. That 


way it also preserves this, the Beatle bit of it, more.’ 


George first put forward ‘Something’ for 
consideration during the January 1969 sessions 
(CD Three Track 12). On 28 January, he sought 
some suggestions for the lyric. ‘T can’t think what 
attracted me at all,’ he confessed. ‘Just say whatever 


comes into your head each time,’ John advised. 


“Attracts me like a cauliflower”! — until you get 
the word.’ “Attracts me like a pomegranate...” 
We could have that!’ George laughed. After some 
preliminary work on ‘Something’ in the Apple 
basement, the next studio recording was made 
when George visited Abbey Road for a solo demo 
session in February. His song was then worked 

on throughout April, May and July 1969 for its 
release on Abbey Road. 


Unusually, Ringo did not sing a song on Let It Be. 
At the piano on 3 January, he had demonstrated 
how far he had developed his embryonic ideas for 
‘Taking A Trip To Carolina’ and another called 
‘Picasso’ (‘bought a Picasso / I couldn’t find the lady 
anywhere’), which, judging from their responses, 
seems to have been familiar to Paul and George. 

As seen in the Let It Be film, Ringo had a third 

song that became his solo vocal on Abbey Road. At 
the beginning of a session on 26 January, George, 
Glyn Johns and George Martin listened to Ringo’s 
outline for ‘Octopus’s Garden’ (CD Three ‘Track 
7). When Ringo, playing in the key of C, struck 

the song’s second chord, George expressed his 
admiration. ‘You learnt A minor, then,’ he teased. 
Strumming along on acoustic guitar, George 
helpfully tried out various chord sequences to 
suggest how the song might be extended. ‘I was 
great at a verse and a chorus,’ Ringo admitted later. 
T could never finish them. He would round them 
off for me.’ Further development took place over 
the following weeks so that by 26 April, The Beatles 
were ready to record it at Abbey Road. 


With Billy Preston in the Apple studio for eight 

days, the multi-track tapes and Nagras picked up 
another batch of impromptu performances. ‘The 
eroup followed his lead into a variety of material, 


including four songs that were later recorded 


for the two LPs he made for Apple Records. 
‘Everything’s Alright’ and ‘I Want To Thank 

You’ were featured on That’s The Way God Planned 
It; “You’ve Been Acting Strange’ and “Use What 
You Got’ appeared on Encouraging Words. On 28 
January, John and Ringo accompanied Billy ona 
gospel-inspired version of a 1929 standard that had 
been crooned by Bing Crosby, Frank Sinatra and 
Al Jolson, ‘Without A Song’ (CD Three Track 
11). In 1971, Billy released a jazzier reworking of 
it on his A&M Records album I Wrote A Semple Song. 
His presence at Apple certainly gave a boost to the 
sessions. On the first day he joined The Beatles in 
the studio, John showed his appreciation for Billy's 
solo in ‘Don’t Let Me Down’. ‘You say, “Take it,” 
and he takes it. You’re giving us a lift, Bill! John 
told him. ‘He was all excited,’ George recalled. 

‘I knew the others loved Billy anyway, and it was 
like a breath of fresh air.’ 


The many hours of rehearsals and Apple 

jams surviving from 21 days in the lives of 

The Beatles confirm two aspects at the heart 

of the group. First, there is no doubt that the 
wellspring of their music was the rock ’n’ roll 
records they cut their teeth on before their 
commercial breakthrough. “There’s nothing 
conceptually better than rock ’n roll,’ John 
stated. ‘No group, be it Beatles, Dylan or Stones, 
has ever improved on “Whole Lotta Shakin”, 
for my money.’ Secondly, the group’s facility 

for original songwriting remained startling to 
their contemporaries and generations thereafter. 
Despite the many distractions that threatened 
to divert them from their music in this period, 
they were still bringing future classics to the 
table. What’s more, no one in the group 

seemed to be surprised — or made any kind 

of fuss — about that. 
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The Beat 
as nature intended. 


“Get Back” is the Beatle l | 
| S new single. |t’ 
the first Beatles record which iS as ine ie 
can be, in this electronic age. : 


There’s no electronic watchamacallit 


“Get Back’ is a “ 
Pure spring-t; | 
a a pring-time rock 


On the other side there’s an eq 
S an equally li 
number called “Don’t let me sao" — 


Paul’s got this to Say about Get Back... 


“we were sitting in the Studio and we made 


it up out of thin air... we st l 
Dal arted 
words there and then... | Bina 


when we finished it we ] 
nats , WE recorded it at Apple 


1 d made it j 
coast by” one e Foner: 


: P.S. John adds, It’s Jo 
live guitar solo. 
And now John on Don't let me down. 


John says don’t let med uRae 
ioe aaa own about “Don’t 


In “Get Back” and “Don 
you'll find the Beatles, as 


hn playing the fab 


tlet me down” 
nature intended. 


Get Back / Don’t let me down (Apple 2490) 


Apple Records 


teve Miller album and I go 
nted me to come back to 
: e Miller was signed 


> Al. 


~ to Capitol, and The Beatles were on Capitol in : 


On erica, so it was negotiated that ‘The Steve Miller be ‘ 


. Band be put up in a hotel in Los Angeles for the 


ary 1969 did not emerge until 
uv later. What might have been a fairly : 
apter in The Beatles’ story turned into a 


‘serpentine saga with a dramatic last act. 


Filming was wrapped up on 31 January 1969. 
The next day, Glyn Johns flew to California to 
oduce the Steve Miller Band album Brave New 


‘World. At the end of some of the Apple sessions 


anuary, Glyn had taken eight-track tapes to 

mpic Sound Studios to make work-in-progress 
mixes of what had been recorded so far. Cut to 
e discs, these ‘dubs’ were often mentioned 


by’ he Beatles. On 27 January, while practising 


al harmony for ‘I’ve Got A Feeling’, Paul 
pointed out, ‘It’s all right on the dub we've got, 
‘cause it’s Just screamed. We’ve all got a complex 
bout that bit.’ Glyn also mixed the rooftop _ 
erformance into stereo at Olympic during the 


evening of the day it took place. No one knows 
what happened to those tapes. 


: The group remained positive about the ‘dubs’ 


they received. In the second week of Febru ary, 


_George was in hospital to have his tonsils 
removed. He played his copy of ‘Dig A Pony’ to 
- the actor John Hurt and other visitors. A cassette 
tape found many years later contains a recording 
of George telling his friends, “They’re all much 
simpler, you know. Just us playing, rather than in | 
- our best voices and all that. It’s, like, very honest.’ 


days I was away. Any compensation for studios, 
The Beatles would cover. It transpired that Glyn’ 
attended just one Beatles session when he returned. 


At Trident Studios, with George Martin producing, 


-‘I Want You (She’s So Heavy)’ was recorded 


through the night with guitar amps turned up so , 
high that a complaint was received about the noise 
~ from someone outside the building. The next, - 
day, 93 February, Glyn flew back to the USA and 
remained there until 31 March. 


Information written on tape boxes and in an 


appointments diary indicate that, while Glyn was 
in the USA, George Martin supervised mixing 
of various tracks on 10, 11 and 26 March. One 
of these mixes was made from a take of ‘Get > 
Back’ that remains unreleased. ‘The version of 
‘Get Back’ released as a single in April was an 
edit of two takes recorded on 27 and 28 January. 
‘The fellows decided they wanted to have a 


Spring single so they pulled out two titles which _ 


had been intended for the next album,’ it was — 
explained in the May edition of The Beatles Book 


~ Monthly. ‘Apple instantly set an April 12 rush- 
release date,’ the magazine reported, ‘although 


in most areas first copies reached record stores 
between five and seven days later.’ Both sides of 
the single were mixed by Glyn Johns at Olympic 
with Paul at his side. George Martin was at his 


, Wiltshire cottage taking a break over the long 


Easter holiday weekend. 


a session at Olympi 


As heard ele Four, the proposed ‘Get Bacl LE 


"did reveal The Beatles behaving as‘ regular 


blokes’ while working on their music. There hac 
only been brief snippets of studio offcuts on their 
previous records ~ the coughing and count-in 
that preceded “Taxman’ on Revolver; the false 

start on ‘Revolution 1’ on “The White Album’. © 
On the ‘Get Back’ LP, there were several false 
starts, banter between songs, and even ‘Pve Got 
A Feeling’ falling apart with John explaining, 

‘I cocked it up trying to get loud.’ Glyn had also 
selected early takes of many of the songs rather 
than later, more polished performances. ‘Teddy 
Boy’ was the most striking inclusion. It was little 
more than a run-through to figure out the chord : 
sequence and rhythmic changes of the song, With : 


. the proliferation over the last 30 years of box sets 


exploring tape archives, listeners are accustomed — ; 
to eavesdropping on how major artists such as ae : 
Dylan, Elvis or The Beach Boys worked towards ae 
finished masters. Had ‘Get Back’ been released, : 


- however, such a candid peep behind the curtain — 7 


would have been unprecedented in 1969. 


its concept as Phe Beatles alls their socks off. 
Human Beatles kicking out their jams, getting 
rid of their inhibitions, facing their problems and 


working them out with their music.’ 


When it had become clear the group would 
~ not play live in the near future, The Beatles Book 
- Monthly promised a consolation gift for the 
winners of its lottery for tickets to the cancelled 
January concert. In June, each received a letter 
from Peter Brown at Apple with details of ‘your 
new prize — and we hope you like it — an advance 
Op) of the Beatles’ new album, which at the 
mor € t we're expecting to release towards the 
end of August.’ Had that happened, they would 
ve received an extremely rare collector’s item. 


# 


The artwork for the ‘Get Back’ LP was ready 

to print for an August release. ‘To amplify the 
concept of The Beatles’ return to a simpler way 
of recording, it mimicked the sleeve of their debut 
LP from 1963. In the ‘Get Back’ cover photo, 
taken on 13 May 1969, John, Paul, George and 
Ringo adopted similar poses to those pictured on 
Please Please Me. The same photographer from six 
years previously, Angus McBean, once more lay 
on the floor to point his camera up the stairwell at 
EMI House in Manchester Square, London. One 
of the photos from this day was eventually used in 
the artwork for two compilations released in 1973. 
Called 1962-1966 and 1967-1970, each double 
album soon became known by the central colour 
used in its artwork. The compilation covering The 


Beatles’ releases up to 1966 was dubbed “The Red 


out their gatefold 


hotos from 1963 and 


‘The release date for the ‘Get Back’ LP changed 
again when The Beatles entered a busy 


_ phase of sessions that lasted through July and © 
‘August. Following an extended break from 
recording together, they had reconvened with 
a clear purpose. It was decided to put the ‘Get 
Back’ album on hold until the accompanying 
documentary footage had been edited to their 
satisfaction. In the meantime, they would | 
complete a new album. Although the August 
edition of The Beatles Book Monthly featured 
another report on the ‘Get Back’ LP. it was 
prefaced by the editor’s note that ‘this will 
NOT be the next LP to go on the market. 
ANOTHER ENTIRELY DIFFERENT SET 
OF RECORDINGS will make up the Beatles’ 
next Apple LP ... the Get Back LP recordings 
will NO'T BE AVAILABLE IN THE SHOPS 
until much later in the year — probably towards 
the end of November.’ 


Events slipped out of the group’s control when, 
around the same time Abbey Road was released, 
tracks from the ‘Get Back’ LP were broadcast 
on several radio stations in America and pirated 
copies of the album were sold. It was even 
reviewed in newspapers and magazines. In the 
Detroit Free Press, published on 17 October 1969, 
Mike Gormley wrote, ‘It’s better than abbey = 
Road”, which is probably the worst they've ever 
done, but “Get Back” will worry people. There’s 
nothing new on it. You’ve heard it all before.’ 

It is unclear how ‘Get Back’ began to circulate, 
but John commented in an interview that, ‘One 
of those versions that was put together when it 
was still “Get Back” was pretty damn good. It 
was the one that turned up as a bootleg and I got 
the blame. ‘They said it came from an acetate that 
I gave to someone who then went and broadcast 
it as being an advance pressing or something. 

If that’s true, then I suppose I am responsible. 
But it’s not as though I was pressing them up 


we 


and selling them out the back door!’ 


vas emixed by : 


_ second version — with a new title — was still 


sanctioned for release, as soon as the film was 
_ ready. George cheerfully discussed the group’s 
_ future projects: ‘As far as ‘The Beatles go, 
we've got the Let It Be album. It’s been held 
2 up really because the best way to do it was to 
} put out the film. We want this film to go out 
_ simultaneously.’ He was supportive of the album. 
‘Though it’s very rough in a way, it’s nice. It’s the 
complete opposite to the clinical approach that 
‘we've normally had. My attitude when we decided 
to do it as an album was that people may think 
we re not trying, you know, because it’s really like 
a demo record. But, on the other hand, it’s worth 
~ so much more than those other records because 
: you can actually get to know us a bit. It’s a bit 
more human than the average studio recording. 


But there’s nice songs; really good songs on it.’ 


Paul was also enthusiastic about the second 
_yersion of the LP: ‘Glyn Johns had done a very 
- straightforward mix, very plain. But I loved it. 
__ Allen Klein was around by this time and he said, 
» ei don’t think it’s good enough.” He pulled in 
ae - Fhil Spector to try and help and “reproduce” 
~ it, as it said on the record.’ John, George and 
Ringo had first met the auteur producer and his 
 girl-group The Ronettes in January 1964 at 
the flat of DJ and Decca Records promotion 
man Tony Hall. As night turned to day, Spector 
talked about and played some of the hits he had 
- written and produced for The Crystals and The 
Ronettes. Tony observed that “George, who was 
the record man, particularly dug it!’ It’s clear that 
Beatles admired Spector’s work ~ George 
cribed th 1966 production of “River , 


Deep—Mountain High’ as ‘a perfect record from 
start to finish’. In January 1970, John and George 


_ experienced the way the producer worked during 


a session for the third Plastic Ono Band single, 
‘Instant Karmal’. It- did not hurt Spector’s long- 
held ambition to work with ‘The Beatles that 

he was managed by Allen Klein, who had been 


making his considerable presence felt at Apple 
for over a year. 


Twelve days after George had talked to the BBC 
about the ‘rough, but nice’ version of Let It Be, 
there was an abrupt change of direction. As 
described in the “Track by Track’ chapter, Phil 
Spector began work on 23 March 1970 with a 
brief, seemingly, to do whatever he wanted to the 
tapes. He added lavish orchestration to ‘Across 
The Universe’, ‘I Me Mine’ and “The Long And 
Winding Road’ and chose different takes for “Iwo 
Of Us’, ‘Pve Got A Feeling’ and ‘Dig A Pony’. 
Neither the early take of “Don’t Let Me Down’ 
nor the different version on the B-side of ‘Get 
Back’ made it into Spector’s running order. ‘When 
I heard the final’sounds I was shaken,’ George 
Martin told Rolling Stone magazine. “hey were so 
uncharacteristic of the clean sounds The Beatles 
had always used.’ Glyn Johns was certainly 
disappointed by the last-minute abandonment 
of his original vision for the January 1969 tapes. 
‘I cannot bring myself to listen to the Phil Spector 
version of the album. I heard a few bars of it 
once, and was totally disgusted’ was one of his: 
milder comments. 
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het oe a ee Pach 
MAY 20 ..... this is the date set for the simultaneous Britis 
premiere, in London and Liverpool, of the new APPLE film 
"LET IT BE" starring the BEATLES, 


Under the distribution agreement with UNITED ARTISTS the full-length 


colour feature film, will open in New York on MAY 13 and premiere 
in 100 major cities throughout the world. 


i i i j ill also 
LET IT BE, "a bioscopic experience" with the BEATLES, Wi 
have saturation booking exposure across the United States. 


.eeeeee and now to the new BEATLES' album! 


wreend i text 
This is a new phase-Beatles' album ..... essential to the con : 

of the film wae that they performed live for many of the tracks; 

in comes the warmth, the freshness of live performance; as reproduced 
for disc by Phil Spector. : 


Global release date? 


j i i i for the 
Friday MAY 8 .... on Apple, through E.M.I, distribution, 
era excluding the United States eee and on Apple, through 
United Artists! distribution in America, 


en coax and finally, the: facts- 


In response to various Press and other media stories concerning the 
status of the Beatles, the following.statement 15 issued by 
Apple Corps. Ltd. 


Corps Ltd. is a majority partner in the Beatles and Co 

Sole alien consisting af the individual Beatles and Apple Corps Ltd. 
Under the Partnership Agreement entered into on 19th April 1967, 
which is for a period of ten years, the Partnership, except as to 
the areas of cinematograph, film and songwriting and composing 

(which were the subjects of other Agreements) is entitled to the 
services of the Beatles as a Group of performers under the name r 
"The Beatles" throughout the world in prespect of all branches of the 
entertainment industry, and that any individual Beatle ceeney ea! 
his services, appear alone, or with any other person in any branc 

of the entertainment industry as to which the Partnership has such 
rights, without consent of Apple Corps Ltd. and the other Beatles. 

It is re-iterated that no person, firm or corporation can act ee 
negotiate for the Beatles or for the Apple group of Companies other 
than ABKCO Industries Inc. 1700 Broadway, New Y rk City. % 
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sised an. n obi ection, 


tt ae oer had eolcned i in his BBC 

. nterview | in March: ‘Ringo’s completed a great 
album. Tt was gonna be called “Ringo Starrdust” 
... Sentimental Journey, it’s called and it’s all the 
songs that Elsie and Harry ~ that’s his mother and 
father — and his uncles and aunties used to sing. 
Then John’s doing a Plastic Ono album. I think 
he’s gonna do that with Phil Spector. And I think. 
Paul’s doing an album, which is, I should imagine 
like ... if you remember Eddie Cochran did a 
couple of tracks like “C’mon Everybody”, where 
he played bass, drums, guitar and sang. So Paul’s 
doing this sort of thing where he’s gonna play all 
the instruments himself, which is nice. Because he 
couldn’t possibly do that in The Beatles.’ 


release date for Paul’s album, McCartney, when 
Let It Be was brought forward to 24 April. Ringo 

. visited Paul’s house with a letter, handwritten 

by John and signed by him and George. ‘They 
informed Paul that EMI had been told to delay 
his solo album, scheduled for 17 April 1970, until 
June: ‘It’s stupid for Apple to put out two big 
Albums within 7 days of each other ... we’re sorry 


it turned out like this — it’s nothing personal. 
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Advance copies of MeCartney were distributed to 
the media with a ‘self-interview’. The question 
‘Are you planning a new album or single with 
The Beatles?’ was answered by Paul with a simple 
‘No.’ Nevertheless, when describing the nature : 
of his break with The Beatles, Paul’s reply did 
not completely close the door: “lemporary or 
permanent? I don’t know.’ The media, who had 
long speculated about the unanimity of the group, 
interpreted the responses in the questionnaire as 
an official announcement that The Beatles’ bond 
was now irreparably broken. On 10 April 1970, 
the Daily Mirror splashed Don Short’s story “Paul 
Is Quitting The Beatles’ on its front page. 


The release of Let Jt Be was rescheduled to 8 
May in the UK and 18 May in the USA. The 


British version presented the LP in a package 


with a glossy book containing photographs and 
transcribed dialogue from the album’s rehearsals 
and sessions. Printed as early as August 1969, 
the book was entitled Get Back — matching the 
name of the previous incarnation of the LP. 
Sold in the UK at over a third above the usual 
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On 27 May 1970, George recorded demo 
versions of songs to be considered for his own 
solo album. ‘I’d like to do an album as well, , just 
to get rid of a lot of songs,’ he had told the BBC’s 
Johnny Moran in March. ‘So [ll try and get that 
together sometime during the summer. The next — 


Beatle album should really be a very good one, 
because we would have had so much freedom that 
it will be really a pleasure to get back and to do 


a compromise. In a way you lose something by 


being The Beatles, but what we gain, I think, is so 


much more than what we lose. It’s definitely worth 
it. I certainly don’t want to see the end of The 


Beatles and I know [ll do anything ... whatever 
Paul, John, Ringo would like to do, I'll do it.’ 


When events had taken an unexpected turn 
shortly after George made that pledge, his 
optimism about ‘a new Beatle album’ was 
dashed on the rocks. The Beatles’ final album 
was Let It Be. 
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and compiled the unreleased Get Back’ 
LP on Disc Four. 
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_ by George Martin. 
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| 7 MAGGIE MAE 

8. I(VE GOT A FEELING 

9. ONE AFTER 909 

10. THE LONG AND. WINDING ROAD 
11. FOR YOU BLUE © 

12. GET BACK 


DISC TWO 
GET BACK - APPLE SESSIONS 
1. MORNING CAMERA (SPEECH]* / TWO OF US (TAKE 4) 
2. MAGGIE MAE / FANCY MY CHANCES WITH YOU* 
3. CAN YOU DIG IT | 
4. | DON'T KNOW WHY I'M MOANING ISPEECH)* 
5. FOR YOU BLUE (TAKE 4) 
6. LET IT BE / PLEASE PLEASE ME / LET IT BE TAKE 10 
7. \'VE GOT A FEELING (TAKE 10} 
8. DIG A PONY (TAKE 14} 

>). GET BACK (TAKE 19] 

10. LIKE MAKING AN ALBUM? (SPEECH) 

11. ONE AFTER 909 (TAKE 3) 
12. DON'T LET ME DOWN 

(FIRST ROOFTOP PERFORMANCE) 
3. THE LONG AND WINDING ROAD (TAKE 19) 
4. WAKE UP LITTLE SUSIE / 1 ME MINE (TAKE 11} 


“Disc THREE 3 
ET BACK - REHEARSALS AND APPLE. JAM 


i ON THE Day SHIFT NOW (SPEECH)/ 

4 ee oo je PASS REHEARSALS)" 
TE ON THE SOUND* 

3. GIMME SOME TRUTH (REHEARSAL) * 

4.1 ME MINE (REHEARSAL}* 


5 SH , 
: E CAME IN THROUGH THE BATHROOM WINDO\ 


(REHEARSAL) ~ 
6. POLYTHENE PAM (REHEARSAL)* 
7. OCTOPUS’S GARDEN (REHEARSAL) * 
8. OH! DARLING JAM) 
9. GET BACK (TAKE 8) 
10. THE WALK (AM) 


11. WITHOUT A SONG // | | 
: NG (AM — BILLY PRES 

_ JOHN AND RINGO} | TON WITH 
ie SOMETHING | [REHEARSAL)* 
ae LET IT BE ge 28) 


ri DIG A PONY 
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6. GET BACK 
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nd st 1970, when it w wn the final edit of the Left It Be fi 2 a a a. _— 
eatured the group rehearsing the song, Glyn Johns made a stripped dandy Me vier released a: Ue 


~ down mix of the version reco! d at pebey Road in February 1968. 
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